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trasted worlds I suggest dividing the stage into two levels,
the rise making a straight diagonal fiom up L to down R
The higher level is thus mainly on stage right Half-way
along this diagonal steps can be used to lead from one level
to the other Venetian scenes will concentrate on the lowei,
Belmont on the higher, level I do not mean that no Vene-
tian m Venice should ascend the higher merely that the
Venetian action should always focus on the lowci with a
force proportional to the particulai significance Certainly
in the Be]mont scenes the lower space must ncvei be quite
empty, which would tend to rob the figures above of any
dignity their raised position gives them a point we have
already discussed We can arrange a backgi ound that gives
a wide and vanable range of tones according to the hghts
this will help For the casket scenes the suitors entei down R
or down L and ascend the steps ceiemomously Nothing
must seem too rigid, however Portia, standing aside during
Bassanio's meditations, would probably come down L on
the lower level, and later meet him as he descends the steps,
an action which suits the submissive femininity of her
speech, and his victorious choice
The three caskets will be large and solid-looking, and
must be allowed to dominate They are symbolically central
to the play's action At the heart df this play is the idea of
riches false and true wealth Jesus' parables are suggested
Venice is lost in the varied complexities of the false
Portia possesses the true Not only is love and beauty
continually in Shakespeare melaphoucally a mitter of
riches, but Portia is vitally associated with Chiistiamly, and
is, moreover, an heiress with an infinite bank-balance In
this play of greed her serene disregard of exact sums has
something supernal about it
PORTIA What sum owes he the Jew?
BASSANIO For me three thousand ducits
PORTIA                              What, no more?
Pay him si  thousand, ind deficc the bond,
Double six thousand, and then tieble tint